During the 1890s three collections of Manx traditional music and song were made at a time when similar collections were being made elsewhere, particularly in Britain and Ireland. In the Isle of Man the collections were made by 1) medical practitioner Dr. John Clague (1842-1908 of Castletown (also a colleague of Prof.
Introduction
The following texts of Manx Gaelic songs and song-fragments are taken from the Clague Music Collection, a corpus of c. 350 tunes (including variants) taken from Manx tradition c. 1893-c. 1898 1 in four manuscript volumes ), 449B) by the Castletown medical practitioner Dr. John Clague (1842 Clague ( -1908 . 2 In the 1 For details of an apparent early 1870s start to Clague's collecting Manx traditional music and song material, see Miller (2013, 2-5) . 2 Vols. 1-3 contain six staves per page, vol. 1 comprising 54 pages (plus a 34A and 35A) made up largely of tunes in fair copy. Vol. 2 comprises 24 pages made up of tunes taken down in their original state. Many of the Manx song-texts, written in nonstandard spelling, and thereby reflecting their pronunciation, are to be found here. Vol. 3 comprises 44 pages made up largely of tunes in fair copy, while vol. 4 comprises 34 music manuscripts 60 tunes have the first stanza, or what is taken to be such, of the song written above or below the stave. Of these twenty (22 including variants) are in Manx, thirty-nine in English and one in Manx / English. 3 The collecting of the first stanza only of song-texts was the norm at that time in folk-music collection, and the Isle of Man in this respect was no exception.
In the spring of 1925 an old exercise-book (hereinafter the Notebook) belonging to Dr. Clague and containing thirty-three song-titles, twenty-six of which have texts (of which eighteen, including variants, are in Manx), was discovered by Archdeacon John Kewley (1860 Kewley ( -1941 . These were printed with notes and discussion by Anne Gilchrist in the Journal of the Folk Song Society (JFSS) It is not known what became of the Notebook. 5 The Clague Music Collection as a whole (i.e. the tunes) was publishd in JFSS, Vol. VII, nos. 28-30 (1924-26) .
In the autumn of 1981 twenty-four notebooks in Dr. Clague's hand containing inter alia a number of texts of Manx songs, both complete and fragmentary, were located within the archive of the Manx Museum, now Manx National Heritage, under the reference number MM (now MNHL) MS 450A. Altogether forty-nine separate song-texts were elicited from these notebooks, 6 of which twenty-one were hitherto unpublished. These appeared as 'Manx Traditional Songs and SongFragments II' in Béaloideas 50 (ed. Broderick 1982a) . 7 However, a comparison of the items in the Notebook, as printed in JFSS, with those in MS. 450A shows that Gilchrist had access to another notebook, other than those in MS. 450A.
For our purposes here, we shall take a fresh look at the twenty-two song-texts in Manx to be found within the Clague Music Collection, particularly from a linguistic perspective, as their collection during the 1890s accompanied the endphase of Manx Gaelic and, as can be shown, participated to some extent in the process of obsolescence. The song-texts appear in the first three Clague music manuscripts, viz MNHL MSS. 448A [1, 2, 3] and include the following. For those bearing an asterisk (i.e. 17/22), also find comment in JFSS.
pages, containing twelve staves per page, made up mainly of arranged tunes from Mona Melodies (1820); original material is on pages 22-28, 30. 3 Vol. I contains 16 song-texts (Mx. 11, Eng. 4, Mx/Eng. 1), vol. II: 42 (Mx. 9, Eng. 33), vol. III: 2 (Mx. 0, Eng. 2), vol. IV none. Total 60 song-fragments all told. 4 For background details to the discovery of the exercise-book, see Gilchrist (JFSS/ VII/29, ix-xi). 5
For details of the whereabouts of Dr. John Clague's library and personal papers see Miller (2015, 1-4) . 6
Song-texts are to be found in notebooks 2 (1 item), 3 (3), 4 (1), 5 (39), 7 (1), 9 (1), 10 (27), 12 (6), 16 (33), but especially in notebooks 5, 10, 16, though many of the songs were noted down more than once (cf. Broderick 1982a). 7
There are eight song correspondences in the Clague Music Collection with the songs in MNHL MS 450A (viz. Bks. 5, 10, 16. Bk. 5: 1, Bks. 5, 16: 2 (1a/b) 
Editorial format
In presenting the song-texts I have adhered to the following editorial format: 1. The formal titles of the songs are given in Standard Manx Orthography 8 along with a translation in English, where applicable. They appear in their original form in the text-/song-rubric.
2. Next come details of the informant (name and place of residence or origin, where known, along with parish designation), then of the texts and tunes themselves.
3a. The references to the tunes in the Clague Music Collection are given as follows: C = Clague Music Coll.; then comes the book number, I, II, III, IV, then comes the page number, then the tune number calculated from its position on the page, starting from the top: So CI/9:4 would refer to the Clague Music Coll. Book I, page 9, tune 4.
3b. CNB refers to the Clague Notebooks containing the song-texts of MNHL MS 450A. CNB16/38 would thus refer to Clague Notebook number 16, page 38.
4. The song-texts are printed diplomatically and in Standard Manx Orthography side by side and are provided underneath with an English translation and any additional information considered relevant. English loanwords in the texts are underlined.
5. Comments on the song-texts and tunes by Anne Gilchrist and Lucy Broadwood appearing at the time in JFSS/VII/ 28-30 (1924-26) are reproduced here as being relevant in dating the entry of the song-texts into the Manx song tradition.
6. Finally, a linguistic commentary is made on the Manx texts themselves in the footnotes and in § §3 and 4 at the end. Key 2016) . Music from the Gothic era can be found in Broderick (2008, 245-247 This is obviously a fragmentary version of "The Outlandish Knight", though how the villain came to be named "Illiam Boght" is obscure [...] . The nearest title to the Manx which I have seen is the "Sweet Willie" or "William" of Mr. Cecil Sharp's Appalachian versions. Other names for the knight are: "The Bluidy, or Baron, Knight", "Fause Sir John", "The Falsh Priest", "False Mess John", and "The Old Beau" (broadside). Child classes the various forms under "Lady Isabel and the Elfin Knight". The Manx fragments are as near "May Collin" in Child's H version as any; and the last line "She swept poor William to the ground" seems to mean the "Sea Ground", which occurs in "May Collin, v. 8: "For thei 'r oe'r good and costly / In the sea's ground to waste," and is understood in v. 11: "She took him hastly in her arms / And flung him in the sea" [...] . For note and copious references regarding the "Outlandish Knight" ballad, together with ten tunes, see Journal [JFSS] Vol. iv, pp. 116-123 (Gilchrist JFSS/ VII/30, (301) (302) .
Concerning the tune Gilchrist (JFSS/VII/30: 302) suggests that it is "High-land in character" comparing it with tunes 7 and 8 in the journal The Celtic Lyre. ('a gown of linsey-woolsey 24 / and a fine handkerchief of shalloon 25 / a cap of old herring-net and / ribbons of rush peelings / And an old white buck becoming decrepit / it is better to reap the corn in the autumn').
Goon dy linsey wulsey 'A gown of linsey-woolsey'
Regarding the above Gilchrist (JFSS/VII/28:170) provides the following information:
This rhyme seems to be a burlesque of an old song in the same rhythm about "Big Linen Caps" ("Quoifyn Lieen Vooar") of which Moore gives two verses, but without the tune, in his Manx Ballads [Moore 1896: 58] . It is a satire on the fashionable dress of the day -the young women wearing silk gowns, big flax caps, neck ruffles and short mantles, "to induce the young men to follow them more." [...] (Gilchrist JFSS/VII/28: 170). 
Hinkin winkin

Anne Gilchrist:
The tune has an odd likeness to the thirteenth-century English round "Sumer is icumen in". Most of this little cradle-song is of course nonsense, but "Hinkin, winkin" is interesting in connection with a straw cradle, because to "wink" means to creak, in the Isle of Man, where people speak of their new shoes as "winking", and where they used to take a pride in this proof of newness when walking up the aisle in them on a Sunday -so Archdeacon [John] Kewley tells me.
Creaking is just what might be expected of a straw cradle. "Hinkin" may be to the point also as possibly describing the joggling movement of a cradle rocked on an uneven floor. To 'henk' is an old word found in Orkney and Shetland, meaning to limp or halt in walking. Trolls are said to "henk" in their dances, like the troll-wife, Cuttie, who could not get a partner: "Sae I'll henk awa' mysel', co' Cuttie." Cf. also "Hinkum booby" -a Scottish dance of uncouth movements -AGG (Gilchrist JFSS/VII/28, 163). 
Haink soureyder nish gys dorrys
Haink sooreyder nish gys dorrys ven treoghe y ven-treoghe As feill veagh eck's as feill veagh as failt veagh eck's as failt veagh aym's aym's Hi Ho will you be on Hi, ho, will you be on? I mean, said he, Ho, Ho, said she.
I mean, said he, Ho, ho, said she. Hi Ho will you be on Hi, ho will you be on? I mean said he I'm a true young I mean, said he, I'm a true young man.
man.
('a suitor came now to the widow's door / and hired would she be to her and hired would she be to me / Hi, ho will you be on? etc.').
Gilchrist (JFSS/VII/28, 136-137) regards this song as an off-shoot of "The Cauldrife Wooer" or "Brisk young Lad" ('There cam' a young man to my daddie's door') and points out that there are many comic courtships of this type, e.g. "Richard of Taunton Dean", "Joan to Jan", etc. (cf. JFSS/II/38).
With regard to the tune, Gilchrist (JFSS/VII/28, 137) compares it with the "Whipsee diddledee dandy dee" form of "The Frog and Mouse" in Baring-Gould and Cecil Sharp's Folk-Songs for Schools. Manx Hop-dy-Ney, the name given to the last day of the Celtic year (31 October) on which children are wont to go from house to house chanting a rhyme and thereby earning sweets (nowadays money), does not appear to have any Celtic etymology. The phrase Hop-dy-Ney forms a vocable chorus to the rhyme chanted, which seems to have given its name to the event, formally Sauin (G Samhain 'end of summer'), Oie Houney /i: 'hɔunə/ (G Oidhche Shamhna) 'the night of Souney/Samhna, Eng. 'Hollantide'/'Hallowe'en'. Many customs are associated with this event.
Hug eh my fainey
According to Kelly's Dictionary (1866 (1805) Every woman is obliged to assist in mixing the ingredients, kneading the dough and baking the cake on glowing embers; and when sufficiently baked they divide it, eat it up, and retire to their beds backwards without speaking, from which silence the cake derives its name, and in the course of the night expect to see the images of the men who are destined to be their husbands [...] . Moore (1891, 125) , in quoting the above, adds that the ingredients included 'flour, eggs and egg-shells, soot, &c.' For further details see Moore (1891, 122-125) , Clague (1911, 23-31 ), Paton 52/1 (1941, 52-58), Gilchrist (1924-26, 174-177) . Clague (1911, 31) has the following to say about this tradition:
On Hollantide Eve boys went into gardens and fields, and pulled cabbage and cabbage stalks, and then went about beating the doors. Young girls and young boys gathered together to make spree, and they used to try different ways of finding out fortunes. When they had tried all the ways (methods) they knew, the girls went to bake the dumb cake. Nobody was to speak one word, and every one was to help in making the dough. It was baked on the ashes, or on the bake stone (griddle). When it was baked, it was broken up, and each girl had a piece of it. She went to bed walking backwards, and she would see a sign of her lover in a dream. When they did not bake the dumb cake, they ate a salt herring, in the same way, and it would do quite as well.
Noght Oie Hownee Hop ta'n oie. Noght Oie Houney, Hop-dy-Ney ('Tonight is Hollantide night, Hop-dy-Ney'). ('he cocked the gun (and fired it) from the west / He shot Juan of the dark jacket / He pierced his face in holes like a sieve / and Juan Quirk he (was) trembling').
Oie as laa 'night and day'
In commenting on the tune Gilchrist (JFSS/VII/218, 169) notes:
The tune above given is on the same rather unusual rhythmic pattern as three tunes I have noted in Lancashire to the singing-game "The Tinker-lairy Man" -alias "The Little Hielan' man", "The Hurdy-gurdy Man" [...] . All these very similar tunes seem to me to be relics of an old Gaelic dance-rhythm. ('Cashen is away to sea / and this was ever his delight / His wife is left without help / and the kitchen (lit. 'big house') is away with the wind').
Shenn ven 'old woman'
A parody.
Ta'n grine veg oarn 'the wee grain of barley'
Informant: Tom Kermode, Bradda RU.
Text: C1/34A:1 ent. Ta'n grine veg oarn. Tune: C1/34A:1 ent. Ta'n grine veg oarn.
Ta'n grine 45 veg oarn te grine eh mie Ta'n grine veg oarn, t'eh grine cha mie As daase rieau ayns y nai as daase rieau ayns yn 'aaie Dy cur y shen ghunney ('the wee grain of barley, it is so good grain / and it always grew in the homefield / to make the old man go like the lads / and lads go like deer'). ('When I was a wee lad happy and randy / I did not want a dowry as I would get a pretty young woman / And now I have a wife and little child as well / and, oh boy, were I the young lad again!'). ('When I was before now a wee lad / it was at sea / in wantonness that brought us delight / (It is) by men's nature and cajoling women / it is two young women I have (made) pregnant').
Gilchrist (JFSS/VII
As parallels for the texts, Gilchrist (ibid.) ('I told you the suffering we are going through at sea / when the winds blow in storm and gusts ...').
With regard to the text, Gilchrist (JFSS/VII/29, 214) has a form taken from the notebook (1925) under the title Insh dou cre t'ad surranse ec y cheayn ['tell me what they suffered at sea']. Gilchrist (ibid.) adds that this is a Manx version of "Pretty Nancy of Yarmouth" (or London), alias "Farewell, lovely Nancy", cf. JFSS/III, 103, 272, JFSS/VI, 37.
With regard to the tune, Gilchrist (JFSS/VII/28, 149) has it as a 'major' variant of "Adieu, lovely Nancy" / "Farewell, lovely Nancy", also the Sussex sea-song "George Keary" (JFSS/VI, 34). Tune: C1/9:4 ent. Yn guilley dy roie.
Yeeassee dooys y lheiney 'lend me the shirt'
Yn ghilley de roie yn guilley dy spei Yn guilley dy ruy, yn guilley dy speiy Veh rieau ayns Nalben beg v'eh rieau ayns Nalbin Beg Veh guilley feer onneraght V'eh guilley feer onneragh dy bee eh row er ghed erbe dy row eh geid.
('The boy to run, the boy to hoe / he was ever in (dear) wee Scotland / He was a very honest boy / were it not for the fact that he stole').
However, in CNB16/38, i.e. earlier on in the same manuscript, we find a similar text as stanza 2 in a three-stanza song (presumably sung to the same tune as noted above?) entitled Yn Guilley Ruy 'the red-haired boy', where the first line of the second stanza runs as follows: Ta'n guilley ruy yn guilley s'bwaaee 'the red-haired boy is the handsomest boy'. The full text can be found in MTSSF/II, 14. This version would seem to represent the original song.
The following comment by Lucy Broadwood concerning the tune refers to the text above:
This tune is a fragmentary version of a favourite air to the popular ballad "The Farmer's Boy" which has the refrain "To plough, to sow, to reap, to mow, And be a farmer's boy". It looks as if this Manx fragment might come from a parody of the original song (in which the homeless boy, through his merits, becomes his employer's son-in-law). -LEB (Broadwood JFSS/VII/30: 314). Cyril Paton (Paton n.d. [1940-41] , 29) has a short note about this tradition in Man:
Yn Unnysup
In early times the household was aroused by a fiddler. According to a poem each one of them by name "and fill every soul with happiness and love". His wife, "with face neat and clean", turns up next day to ask for his fee, and gets "a good cut of meat or a good gift of wine," and goes home well laden after blessing the cattle and the calves. I believe that the English tune known as The Hunt is up was commonly played at this visit. These words, corrupted in the south of the Island into "Unnysup" and in the north of the Island into "Wande-scope" 54 are used for the gifts given to the [...] performers at Christmas [...] .
This custom of the fiddler arousing the household has been long obsolete.
According to Gilchrist (JFSS/VII/30, 193) , 'the Manx words of the two "Unnysup" versions are derived from a traditional English verse to the "Hunt'sup" tune.'
Linguistic comment
As the foregoing song-texts were collected during the period of increasing obsolescence in Manx, 55 aspects of attrition that were taking place in spoken Manx at that time (1890s) may also be found in the song-texts. In the course of the process of attrition in Late Manx, some thirty-seven developments are noted, information about which can be found in LDIM/77-167. Not all are represented here, however. Those findings witnessed in the song-texts are mainly morphological and morphosyntactical. The examples are given in Standard Manx Orthography for ease of clarity. The paragraphing containing initial '2' refers to the numbering of the above song-texts.
54 "Hunt is up" → "Andisop" → "Wandescope" (cf. Gilchrist JFSS/VII/30, 192) . 55 For details of this see Broderick (1999) . Note that the main deficiency here is the spirantisation of /b/ to /v/ in postposed adjectives, brought on probably from uncertainty of gender leading to a feeling that a lenited form sounded more "Manx". 56 <b> retained in the adj. as the substantive bock is masc. In EM all attributive adjectives would have been lenited (cf. Thomson 1969, 201-202, LDIM, 93) . 57 creear 'sieve' is treated here as masc., though Cregeen marks it as fem. (C/49). It is masc. in Ir./ScG. criathar. So far as can be assessed, creear is attested only once in the Manx Bible (Amos IX, 9 myr ta arroo er ny reealley ayns creear 'like the corn is sifted in a sieve'), and then without any adjectival attribution. Kelly (K/56) does not mark the gender at all.
Morphophonology
Note that the deficiency here is the loss of the voiced and voiceless velar spirants /ɣ-/ and /x-/ in Late Manx, almost certainly on the analogy of their absence in English.
3.3. Morphosyntax / Syntax -3.3.1. Decomposition of prepositional pronouns (LDIM/134-135) 2.14. cha row toiggal mooar eck jeh-eh → cha row toiggal mooar eck jehsyn 'she had no great understanding of him/it'. 
Lexicon and phraseology
Summary
As can be seen, the deviations from Standard Classical Manx (i.e. that of the Manx Bible) in our sample are to be found in four areas: That is to say, the main deviation in our sample lies essentially in one area: Morphophonology (10/25 = 40%), with minor disturbance in the remaining areas 59 Note that the Eng. verb and its object are linked into one unit in Manx. 60 As supplied in C5/46. individually (5/25 = 20%, 3/25 = 12%, 7/25 = 28%), but collectively forming a sizeable majority (15/25 = 60%). 
Maintaining the status quo
As will be seen here, the main consistency in the song-texts are the common rules of grammar adhered to when Manx was still a vibrant and living language. 
Conclusion
Although on the deficit side we have twenty-five examples and thirty on the credit side, the evidence at our disposal indicates the following:
1. That the songs, linguistically speaking, stem from a period when Manx was a vibrant language in full flow, c.1800, if not earlier.
2. That the songs continued on in Manx tradition and were collected (c.1890) during the period of obsolescence in Manx during which loss in the areas of Phonology, Morphophonology, Morphosyntax / Syntax, Lexicon and Phraseology was already underway.
In other words, the linguistic developments found in the song-texts recorded in the Clague Music Collection run partially in tandem with developments taking place in the spoken language at the same time, according to our sample.
Nevertheless, their grammar remains more or less intact.
6a. Manx parish abbreviations
mná ōentama Ulad ocus a n-ingena macdacht (Thurneysen 1969 (Thurneysen [1935 2003: 96-130) ; given that the refrains of such choral songs were not fixed and could be transferred from one song to another (see Costello 1919, 67-8) , the seasonal refrain could well have been the basis for a new composition (perhaps improvised? [...]) in the context described by Bunting. Indeed, the use of a seasonal refrain may in fact have been appropriate on this occasion; Martin (2008: 131) has speculated on the possible connection between songs in praise of a hero and seasonal celebration. This evidence is far from conclusive, but we must at least consider the possibility that the cepóc or a similar type of song was still being performed in Ireland well into the seventeenth century.
Pádraigín Ní Uallacháin (2003, (121) (122) (123) (124) (125) (126) (127) (128) (129) (130) notes that the song Thugamar féin an samhradh linn is associated with the calendar customs of Beltaine or May time and is a partner song of Amhrán na Craoibhe 'song of the garland' in Oriel (G Airgialla; a region in south-east Ulster that takes in parts of Armagh, Monaghan and Louth 63 ) in which Samhradh 'summer' is to be interpreted as the garland representing a fertile summer ('we brought the summer / garland with us'). With regard to the song itself Ní Uallacháin (2003, 125) adds:
The song belongs to one of the oldest types in the Irish song tradition, though the earliest version appears about 1745, it is undoubtedly older [...] . There is some evidence that this song was also danced during the singing of it.
Ní Uallacháin (ibid. 125-126) goes on to tell us that the dance, apparently known as Rinca Fada 'long dance', is also associated with the May time celebrations and 'is still practised on rejoicing occasions in many parts of Ireland' a king and queen are chosen from among the young persons who are the best dancers, the queen carries a garland composed of two hoops placed at right angles and fastened to a handle; the hoops are covered with flowers and ribbands [...] . The most remote couple from the king and queen first pass under; all the rest of the line linked together follow in succession; when the last has passed the king and queen suddenly face about and front their companions; this is often repeated during the dance and the various undulations are pretty enough, resembling the movement of a serpent [...] . This dance is practised when the girl playing the part of the "Queen of May / Summer" accompanied by a procession also of young girls. When the procession reached any dwelling house the attendants would exclaim to the persons inside: Seo chugaibh an samhradh -deanaidhe umhlacht don tsamhradh 'here (comes) to you the summer -do ye obeisance to the summer / garland / babóg / Queen of May / Summer'. As the exclamation (perhaps in the form of a chant) was uttered on the ceapóg (green plot in front of the house), the ceapóg in time seemingly came to refer to the chant itself? [...] in a wide-ranging study of the Scottish corpus I have never found anything that resembles the "Samhradh" refrain. Which is interesting, given the refrain's presence in several Manx sources as well as its presence all over Ireland as part of seasonal rituals (Sorcha Nic Lochlainn pc. 26.04.2018).
Nic Lochlainn (pc. 25.04.2018) notes also that Manx versions seem to indicate some sort of rivalry or element of ritual combat, as in Ireland. This can perhaps be seen in the terms rouyl as daunsey 'running wild and dancing' implying excessive activity as part of such rituals. The earliest known description of MayDay traditions in Man is to be found in George Waldron (1690 Waldron ( -c.1730 65 (Waldron 1744, 95-96 (MPP, 4, 6, 8) , also their preterite counterparts vaim 'I was', vain 'we were' (HLSM/I, 78) (ScG bhàmar 'we were'). So far as can be assessed, none of the above appears in the Manx Bible. 70 For details of the origin and purpose of these occasions, cf. Mackillop (1998, 39 (Beltaine), 377-378 (Samin)), Maier (1997, 35 (Beltaine) 
